Abstract: Among the collection of practices and methods used by postmodern artists to undermine the rigid conventions of the theatre, there are stylistic hybridization and the tendency to de-theatricalize the situation that is presented in the context of the performance. In order to de-theatricalize, there is an emphasis on the real elements used to create the performance. One of the methods employed for inserting realness in the performance is the verbatim method, which consists of documenting through surveys, interviews, research of documents on a given theme, followed by using the collected data (which is to be edited during a process that, preferably, does not include fictionalizing) to write the performance text. Can We Talk About This? is representative for the type of working method used by DV8 since the 2000s, when they started to become increasingly concerned with specific social situations, that are tackled in their performances through interview-based texts. Verbatim theatre and dance theatre come together in a new, inciting, hybrid genre that draws even more strongly from the immediate reality and, also, requires the engagement of all of the performers' abilities, right from the beginning of the working process.
to de-theatricalize led to experiments that rejected the text-centric tradition of Western theatre (fulfilling modern theatre practitioners' and theoreticians' wish to reverse the power dynamics between the dramatic text and the stage, refusing the former's role as main guiding element of the performance). The theatre of images, dance theatre, physical theatre, multimedia theatre etc. are types of performance in which we can clearly see this tendency and in which words are mostly used for their acoustic properties, rather than the semantic ones.
Nevertheless, the last decades bear witness to a resolute return to the word in the theatre. Alina Nelega finds the reason for this situation in the transition of postmodernism to its late phase, hyper-realism, which closes the journey of the various currents that manifested for the separation of theatre and word, arriving at the usage of text as an element that helps de-theatricalize. However, this manifest return to the word does not mean that the text is given back the attributes that it has previously been refused. It does not follow the guidelines of any particular style of representation, it does not bear hidden messages (although it is filled with meanings that aim straight at the -mostly social -themes it renders) and it is presented (not interpreted) in a context that is stripped of the signs of theatricality. As Alina Nelega points out, "Detheatricalization is not a function of the word, although it is tied to it. It is a condition of the direct word and it sets the direction for the stage. [...] There is no extra-text, there is no metatext. There is only text. De-theatricalization is against interpretation. De-theatricalization is against the cannon." 1 Moreover, in order to de-theatricalize, there is an emphasis on the real elements used to create the performance. One of the methods employed for inserting realness in the performance is the verbatim method, which consists of documenting through surveys, interviews, research of documents on a given theme, followed by using the collected data (which is to be edited during a process that, preferably, does not include fictionalizing) to write the performance text.
The verbatim method has become a popular instrument in contemporary theatre, especially when it is engaged in the dialogue on uncomfortable social and political topics, but it is not new, not in the least. The German director Erwin Piscator , the promoter of political theatre in the modern period of theatrical arts, would use newspaper articles in order to tackle the situations in the society of his time. In the '50s and the '60s, real facts started to be increasingly often used in performances, through documentary methods (for instance, Eric Bentley's Are You Now or Have You Ever Been? contains official statements given during court hearings by several artists, such as Elia Kazan, Abe Burrows, Jerome Robbins, who were under the accusation of supporting the communists and were under the siege of the House Un-American Activities Committee, that tried to eliminate them from the movie business).
In contemporary Romanian theatre, we have the example of Gianina Cărbunariu, who searched through the Security's archives in order to create performances on the recent history of Romania (Tipografic majuscul, X mm din Y km). David Schwartz, together with the performer Alex Fifea, took interviews, made a press file, and used the records at the police station where, in 2014, a "parking aid" from Bucharest had died under strange circumstances that the policemen have been trying to cover up (Voi n-aţi văzut nimic). David Schwartz also holds workshops for young practitioners, helping them incorporate the methods of documentary theatre in their creative process (for instance, the Fresh Start residencies at Reactor de creaţie şi experiment, which have led to challenging performances, such as #ABUZ. MÂINE PLEC ACASĂ, a 2017 project devised by Adina Lazăr, Adriana Creangă, Clara Manea, Ioana Chitu, Alexandru Chindriş, Lucian Rus, under Schwartz's initial mentoring).
Another notable example of using the verbatim method is the British company DV8 Physical Theatre (whose activity is, at the time, on hold 2 ). Although their work is formally organized around the physicality of the performance, as stated even by the company's name, DV8 build their performances according to the ideas they want to communicate to the audience: "DV8 Physical Theatre's work is about taking risks, aesthetically and physically, about breaking down the barriers between dance and theatre and, above all, communicating ideas and feelings clearly and unpretentiously. It is determined to be radical yet accessible, and to take its work to as wide an audience as possible. [...] The focus of the creative approach is on reinvesting dance with meaning, particularly where this has been lost through formalised techniques." 3 The company's choreographer, Lloyd Newson has made it very clear where he stands in regard to the approach of his work with the performers. In the programme for Bound to Please (1997), a performance that explored the insecurities, complexes, and frustrations that the dance industry often instils in the people working inside it, Newson wrote: "At times dance feels very juvenile to me: until we re-define our notions of what dance is, what a dancer looks like and how a dancer moves; until older, fat and disabled dancers can be encouraged to keep performing and to talk about their lives, the form will remain young and immature. We must encourage dancers to use more than just their bodies." 4 Loyal to this belief, the choreographer uses all of the instruments his performers possess and, as a form of challenging the prejudices on the "standard" image of the dancer's body, he casts performers whose bodies do not conform to this image -including people with physical disabilities. Although, as Newson states, the dancers are encouraged to use "more than just their bodies", there is an equal emphasis on their individual physical experience, in a manner that is meant not to draw the viewer's pity, but to directly engage them in confronting this complex, different experience that belongs to the Other.
There might be empathetic reactions to the dances, non-choreographic movement, the texts that are spoken with an enormous amount of humour and self-irony, but only after the audience has been challenged to go beyond the initial, typical reactions one has when meeting an "ex-centric". Pity towards the stereotypical image of the disabled individual (as understandable as it is) would mean restating and strengthening the stereotype, therefore it is refused, from the start, with the aid of much-needed distancing effects -just as DV8 used to refuse, in their first performances from the '80s, both the homophobic disgust, and the loud, manifest "taking of sides" in the social debate on accepting those with different sexual orientations than the ones deemed proper in a heteronormative society (a very sensitive topic both in 1986, when Dead Dreams of Monochrome Men was produced, and in the 2000s, when the company created To Be Straight With You, or, more recently, JOHN).
Newson investigates just as profoundly both the attitudes coming from hatred towards minorities in conservative societies (islamophobia, homophobia, the stigmatizing of drug addicts or delinquents), and the rejection of those who, for one reason or another, do not conform to the standard image of "normalness" (for instance, in Enter Achilles, the ironic presentation of behaviours that are considered as being typical for the male identity, in contrast to "non-masculine" tendencies).
DV8 has constantly tackled this type of uncomfortable social topics, forcing audiences to reconsider their own position regarding the definition of (un)acceptable social/cultural/religious behaviours, while refusing simple answers to complex situations (such as the public burning of Salman Rushdie's Satanic Verses, or arranged marriages -just two of the issues addressed in Can We Talk About This?, which was produced in 2011-2012 as an investigation of the problems, paradoxes, and prejudices in a multicultural society). The inability to give oversimplifying answers to the issues our attention is drawn to is reflected in the complexity of the structures of the performances, which make use of the technique of non-linear narrative presentation.
The most prominent of the means used by Newson to shape expressive elements is the complex, demanding task the performers have of using dance techniques, acrobatics, spoken and sung texts, that are sometimes delivered while making movements that require great physical effort (the acrobatic improvisation while juggling with a cup of tea, in one of the scenes in Can We Talk About This?, or jumping rope for the entire duration of a five minute long scene, as a counterpoint to a monologue spoken in a neutral tone, in To Be Straight With You). The inherent tensions in the individual-society relation is presented even in the way the performances go from solos, to duets, to group scenes.
When Newson creates group scenes, he rarely uses synchronized dances, and when he does choose to do so, it is out of the need to satirize herd mentalities (e.g.: Enter Achilles presents urban rites of stereotypical masculinity, the reverend's scene in To Be Straight With You has the whole ensemble follow the movements of the talking character, who presents his extremely conservative perspective on the sexual education he gives his children, while the physical attitude he expresses through dancing belongs to a cowboy, rather than a pious pater familiae). There are also group scenes in which most of the dancers are static (e.g.: the Sentencing scene in JOHN), nonaction being just as expressive as complex choreographic sequences.
The company's creative process is more of a work-in-progress, than a search for expressive means to be fixed. Newson's choreographies are highly dependent on his dancers' ability to improvise. Among the types of improvisation they use, there is Contact Improvisation -a working method that was developed by the American choreographer Steve Paxton in the '70s and has spread very quickly in the dance world on both sides of the Atlantic Ocean. In the work of DV8, Contact Improvisation is used to create complex physical sequences which draw from the impulses given by each partner to generate the energies that shape the ways bodies interact in intimate moments (Strange Fish), or in violent ones (Dead Dreams of Monochrome Men, Enter Achilles) -unmediated connections that are charged by this physical closeness that forces them to relate directly, viscerally.
Moreover, when used in combination with other forms of expression, Contact Improvisation can lead to ways of stimulating surprising connections between dancers, their common performing task, their individual tasks, the audience's perception of what they are shown. An example from Can We Talk About This?: a scene based on an interview with Ann Cryer (the first British politician to address the issue of arranged marriages in Parliament), in which the dancer Joy Constantine speaks Cryer's words from the interview while manipulating a tea cup, and her own body is being manipulated by a man (silent presence), using the principles of Contact Improvisation.
Can We Talk About This? is representative for the type of working method used by DV8 since the 2000s, when they started to become increasingly concerned with specific social situations, that are tackled in their performances through interview-based texts. Verbatim theatre and dance theatre come together in a new, inciting, hybrid genre that draws even more strongly from the immediate reality and, also, requires the engagement of all of the performers' abilities, right from the beginning of the working process.
Newson's research generates a material that is based on dozens of interviews with public figures and average people, that are learnt by the dancers both with the purpose to deliver these speeches in the performances, and the one of creating the scenes using the real timing of the interviewees' speech patterns, their pauses, their accents and all of the other aspects regarding the musicality and rhythm of the interviews -which thus become acoustic signs for the way the movement is created. Music appears at some point during the working process, only when it is needed, and it can also function as an added factor in the process of complicating the dancer's effort. For example, a scene from JOHN, one of the main character's solos: the text is spoken in the rhythm of the original interview and the body has the tendency of following this tempo, but there is a metronome that breaks the fluid, slow movement, creating rhythmical breaks in the gestures. Between the ticks of the metronome, the performer maintains the rhythm of his movement -but his rhythm of speech is not influenced by the device.
The return to the word in contemporary theatre is done through the perspective of the experiences of the various stage-centric currents of the 20 th century, taking into account the performers' need to generate the possibility of communicating with the audience, which is constantly challenged to meditate on the urgent issues of the world we live in. In the performances created by DV8 Physical Theatre, word and movement collaborate, they build each other up and they question one another. The connection between the discourse of the text and the "discourse" of the body is intentionally fluid, playful, and dynamic, as it is meant to undermine the conventions of performance in order to disrupt the mechanisms of conventional reception. th , 1998, published in Mouvement, requoted in Michaela Tonitza-Iordache şi George Banu (eds.) -Arta teatrului, ediţia a II-a revizuită şi adăugită, traducerea textelor inedite Delia Voicu, Editura Nemira, Bucureşti, 2004, pp. 476-479 (our translation) 
